These rumors were so persistent that in May 1937 (five months after he had begun the Dream and Lie of Franco and during work on the mural Guernica) Picasso was forced to issue a public statement in order to make his position 3 clear.
An excerpt from this statement reveals a vehemence of denial which is probably a measure of the anger Picasso felt at being identified with Franco and his insurgents.
The Spanish struggle is the fight of reaction against the people, against freedom. My whole life as an artist has been nothing more than a continuous struggle against reaction and the death of art. How could anybody think for a moment that I could be in agreement with reac tion and death?... In the panel on which I am working which I shall call Guernica. and in all my recent works of art, I clearly express my abhorrence of the military caste which has sunk Spain in an ocean of pain and death...Â t this time, Picasso had not lived in Spain for many years, but it is obvious he retained a strong allegiance to his home country. His mother still resided in Barcelona and her letters to him must have made the war in Spain more personal, for she wrote of the destruc tion of a convent only a few yards from where she, her daughter, and five grandchildren lived; the apartment was 5 filled with the stench of burning for weeks.
To Picasso the war in Spain was many things; it was a personal affront, through the pain it caused his family and homeland, also, it offended his belief in personal freedom; and it was also a reason to work.
Because of the latter, it may be that Gertrude Stein in her most pointless way was very much to the point when she wrote her description of Picasso in 1937.
It was not the events themselves that were happening in Spain which awoke Picasso but the fact that they were happening in Spain, he had lost Spain and here was Spain not lost, she existed, the existence of Spain awakened Picasso, he too existed, everything that had been imposed upon him no longer existed, he and Spain, both of them existed, of course they existed, they exist, they are alive, Picasso commenced to work, he commenced to speak as he has spoken all his life, speaking with drawings and color, speaking with writing, the writing of Picasso.
All his life he has only spoken like that, he has written like that, and he has been eloquent. 0 So in 1937 he commenced to be himself again. The civil war in Spain gave Picasso the power of a single intention, a cause, and the works that he created have the power of that concentration. The first of these was the Dream and Lie of Franco.
It is difficult to decide whether the Dream and
Lie of Franco should be described as a series of prints, or as two prints. There are eighteen scenes, but these were etched on two plates, each divided into nine n sections. The two plates are by 16 inches, which makes the individual scenes about three by four inches, roughly the size of a post card. The original intention was that the scenes be sold separately, in the form of g post cards, to aid Spaniards affected by the war.
However, the finished prints were so impressive that it was decided to sell them as they were with the addition of a facsimile of a poem written by Picasso at the same time the first of the prints were executed. The poem was printed not only in Spanish, but also in French and English, one must suppose, to heighten its salability.
The prints appeared in two editions; the first of 150 prints was printed on Japon and was signed and numbered 9 . . . by the artist.
The second edition, which was probably 850 prints1^ (there is some debate over this number), was printed on Arches with the authorization of the artist and numbered in the margin.11 Picasso also designed a folder to hold the prints and poem, giving the 12 title: Sueno v Mentira de Franco.
The poem and the first fourteen scenes were created 13 on 8 and 9 January 1937.
These scenes read from right to left and are representations of the terror of Franco. 
II.
A careful consideration must begin with a discus The remaining four scenes were done at a later date and as has been said, are of a different subject and style.
The figure that dominates the prints is that of Picasso's Franco, a ridiculously malformed and surrealistic figure, laughable, but also terrifying. It has been described as resembling "some dreadful growth uprooted from the ground" or "a flaccid scarecrow figure with a head like a soft hairy sweet potato..." In the first line of the poem which accompanies the prints Picasso writes of "evil-omened polyps," and polyp seems a fitting name for this strange tentacled beast. Around Franco, Picasso weaves a pictoral narrative which reveals from scene to scene ever increasing visions of violence and misery.
The first scene shows a bespurred polyp riding into war beneath a sneering sun on a ridiculously smiling horse. The horse's entrails hang from its belly in the way that Picasso had previously depicted horses in many 18 of his drawings, prints, and paintings of the bullfight.
The polyp wears a crown and carries in one hand a sword and what seems to be a frying pan, thus he is outfitted for a campaign of war. In the other hand he carries a banner on which there is displayed a conical image of the . . . 19 Madonna such as is often found m Spanish churches.
Franco, then, is identified from the beginning with the 20 military, the monarchy, and the Church.
All three of these are satirized and ridiculed by Picasso in the following scenes.
The role of the horse in Picasso's print seems to have a special symbolic meaning in this scene, which is appropriate to the beginning of the series. The horse is pictured as willingly complying with Franco's demands 17 although it means its ruin. It smiles, and, even as its guts spill onto the ground, attempts to move forward.
This might be seen as analogous to the situation in Spain where many Spaniards supported Franco at the risk:
of their own ruination. In the next scene is portrayed a human victim of the war, a woman lying wounded or dead, alone in a field. The prints as they were finally published were accompanied by a poem, written at the same time the first fourteen scenes were created, on 8 and 9 January 1937.
Picasso had many poet friends, especially among the Surrealists, and had himself composed several poems between 1935 and 1937. Picasso's poetry is entirely symbolic and is written in a "stream of consciousness" 29 style without punctuation, other than dashes. The poem, even more than the prints it accompanies, is a torrent of images. Certainly the best way to illustrate this point is to present the poem itself.
fandango of shivering owls souse of swords of evil-omened polyps scouring brush of hairs from priests* tonsures standing naked in the middle of the frying-pan--placed upon the ice cream cone of codfish fried in the scabs of his lead-ox heart--his mouth full of the chinch-bug jelly of his words--sleigh-bells of the plate of snails braiding guts--little finger in erection neither grape nor fig--commedia dell*arte of poor weaving and dyeing of clouds--beauty creams from the gar bage wagons--rape of maids in tears and in snivelson his shoulder the shroud stuffed with sauages and mouths--rage distorting the outline of the shadow which flogs his teeth driven in the sand and the horse open wide to the sun which reads it to the flies that stitch to the knots of the net full of anchovies the sky-rocket of lilies-torch of lice where the dog is knot of rats and hiding-place of the palace of old rags--the banners which fry in the pan writhe in the black of the ink-sauce shed in the drops of blood which shoot him--the street rises to the clouds tied by his feet to the sea of wax which rots its entrails and the veil which covers it sings and dances wild with pain--the flight of fishing rods and the alhigui alhigui of the first-class burial of the moving van--the broken wings rolling upon the spider's web of dry bread and clear water of the paella of sugar and velvet which the lash paints upon his cheeks--the light covers its eyes before the mirror which apes it and the nougat bar of the flames bites its lips at the wound-cries of children cries of women cries of birds cries of flowers cries of timbers and of stones cries of bricks cries of furniture of beds of chairs of curtains of pots of cats and of papers cries of odors which claw at one another cries of smoke pricking the shoulder of the cries which stew in the cauldron and of the rain of birds which inundates the sea which gnaws the bone and breaks its teeth biting the cotton wool which the sun mops up from the plate which the purse and the pocket hide in the print which the foot leaves in the rock.30
There are some similar images in the poem and the prints, such as "swords," "the frying-pan," "clouds,"
"the horse open wide to the sun," "banners," "fishing rods," and so on. Through these it is obvious that there is an imagistic relationship between the prints and poem, The first state of the prints is entirely line etching, and in many cases can be read quite successfully on a non-objective level, as beautiful movements of line.
The addition of the aquatint to the first fourteen sections has the effect of solidifying the images and clarifying their narrative aspects; but it also weakens the power of the line, although it does not destroy it.
What was sacrificed on the level of individual scenes adds to the effectiveness of the whole.
While it is interesting to study the prints singularly, it is just as important to consider recurrent images and larger themes in the overall form. The "whole" of the prints is composed of an amazing variety of inventions and, also, many familiar aspects from It is important to remember that Picasso was not fond of conscious symbolism and often spoke against it.
In a conversation not long after he created these prints This conviction is what lies behind the Dream and Lie of Franco, and it explains much about the prints. They were obviously done quickly with strong emotion, and this impulsiveness is much of their power. They are a very personal document in their reflection of the unrest, the uncertainty, and the hate which Picasso felt at the time, and which the intuitive power of his line has captured. The viewer is offered a rare emotional intensity which transcends the obvious "dreams" and "lies"
of Franco and has given the prints a permanence beyond the political events which originally inspired them. 
